(the writers of pulp fiction were often unknowns or pseudonyms) and the works were primarily marketed by genre and the types of characters (and in the case of film, the portrayal of characters by film stars).
The two intertwined entertainment industries were both mass distributed by means of creative new methods. Both industries were the result of technological advances; both took society by storm; and both were characterized by enormous unit production. By the 1870s, the number of cheap popular fiction titles that were produced greatly surpassed all serious and genteel fiction combined. Both industries went national soon after their establishment.
We can conclude that the border served very well the needs of the "fiction factories" and subsequently the film "dream factories." These industries had a key role in elaborating the notion of the border around distinctive cultural features in order to both maximize sales potential and establish an autochthonous, uniquely American mass culture both for domestic consumption and for export that was unlike what was obtained in Europe or other regions. Elsewhere, in collaboration with Este la Keller (1998) , I have reviewed a vast corpus of dime and other popular Hispanic-focused novels of the nineteenth and early twentieth centuries, a corpus that includes a Joaquin Murrieta novelistic cycle and numerous "greaser" and "yaller-skin" novels. One conclusion that can be derived from this research is that the conventions of the border evident in early American cinema (followed by American sound films and more contemporary cinema) were inherited from and based on the pulp novel, and that cinema further elaborated those very conventions of the popular novel.
The Cinematic Conventions of the Border
The cinematic conventions of the border include various dimensions. One relates to the sense of the physical environment of the border itself. Another cultivates the stock characters of the border from both the Anglo and Mexican cultures and their interactions, often sexual or romantic or violent. Finally there are certain subthemes that are sui generis such as illegal border crossings and smuggling. Each of these dimensions is briefly re-66 STCL, Volume 25, No.1 (Winter, 2001) viewed, and for the illegal alien subtheme, a brief orientation to Mexican films on this topic is offered.
The Border as Alien
About the border, one is tempted to paraphrase Voltaire's quip about God: if the border had not existed, men and women would have created it. In fact, it didn't and they did. Before the 1896 advent of projection cinema, the border region was characterized by a mostly homogenous Hispanic culture on both sides of the Rio Bravo (in English, Rio Grande) as well as in Arizona and California. Even after the Mexican War of 1846-1848 and the Treaty of Guadalupe Hidalgo (1848), the physical setting of the border remained, in the interpretation of American culture (and in fact), virtually identical on both sides. Certainly it was primarily inhabited by the same populations although some were designated as Mexicans and others as Mexican Americans, some as American Indians, and others Mexican Indians.
I have pointed to the American novelistic and filmic technologies of mass culture as key to the establishment of the border conventions. Now we need to look at some of the salient features of those conventions. The key components of the border that eventually became the primary icons of that area in American popular culture were not developed in one stroke. Far from it: they evolved over decades, beginning around the Civil War, and in fact an elaboration continues to this day. These icons or motifs are primarily the creations of authors, and subsequently scriptwriters and filmmakers, either largely forgotten or unacknowledged publicly in the first place. Nevertheless, by the turn of the century about 50 production years of popular Western novels had established a United States-Mexican border milieu which the film industry inherited. The features of this highly remote "place" were rarely to be found in fact but they were constantly frequented by the collective American mind's eye, first through the novel and subsequently as mediated by the lens of the camera.
One of the unique functions of the border and one of its great sources of film popularity was that it functioned both to accent and assimilate otherliness. It was a "no man's land" (the 4 Studies in 20th & 21st Century Literature, Vol. 25, Iss. 1 [2001] , Art. 5 https://newprairiepress.org/sttcl/vol25/iss1/5 DOI: 10.4148/2334-4415.1494 neologism "no person's land" functions well inasmuch as otherly women are frequent filmic habitués of the border) where Puritan moral codes were severely relaxed. The image of the physical environment was developed to bolster that sense of otherliness. The Mexican elements provided the unique qualities of the setting against the backdrop of a vast, deserted, barren landscape. As Emilio Garcia Riera has pointed out, the "profusion of edifices such as churches and missions, haciendas and adobe houses, and even plants that one might claim as a natural conspiracy on behalf of Mexicanness, like nopals and magueys, all established an often undetermined domain for a great quantity of Westerns within an extensive territory that once was Mexico proper and which generally maintained its names from Mexican times (I:20-21, translation mine).
The Toll of Fear (1913, Lubin Co.) , directed by Romaine Fielding, evokes the nefarious qualities of the physical place itself. The brash younger brother of the local sheriff pursues Mexican rustlers south of Nogales, Arizona. He becomes disoriented and when he discovers a note pinned to a tree that warns: "Go Back or You Die with the Sun," this warning grows on him until "worn to a raw edge by the fear which the words signify" he shoots himself in the head. When his older brother goes looking for him, he has a similar reaction.
The border was where Anglos often "went native," and anything was possible in the way of sex or romance, violence, drugs, conspiracy, desertion, or hideouts. Both the filmic characters and the Anglo audiences understood that it was necessary for Anglos to take the law into their own hands and adapt it to the particular situation that various problems required. Similarly, Latins of both sexes were depicted as great lovers, hot and fiery, and both sexes were usually good with a knife. Mexicans lived in a wild and wooly environment and were eminently capable of betrayal, or, on the other hand, self-abnegating fidelity to Anglos. These stereotypes were and to this day still are the received wisdom of film.
On the Border (1909, Selig) , the first border story film of record, sets the tone for this type. It depicts an Anglo "Vigilance Committee" that takes law into its own hands, frees the town 68 STCL, Volume 25, No.1 (Winter, 2001) from the badmen, and secures the Mexican border. As Richard observes, ". . . it was probably the first production to present Mexico as the refuge for those hardened criminal types of any nationality or breed that required a place to hide out for a while until things cooled off" (The Hispanic Image 16) So from the very first flickers, one might read an intertitle that told the boys to "head for the border."
Most of the themes and conflicts of the border emphatically were (and are) interracial. Sex and romance were evoked in terms of both their fascinations and fears, including the fear of miscegenation. By the second decade of film (during the 1910s), the conventions of the popular Western had been established in Hollywood as film-conflict formulas. These included:
(1) The establishment of an exotic, forbidding, wild, but also sexually or romantically appealing physical locale. In Brand of Cowardice (1916, Rolfe/Metro) , the border provides the setting for a rite of passage to manhood. Starring Lionel Barrymore as a "pantywaist" and a "he butterfly," the film shows the weakling become a man by saving his commandant's girl who has strayed across the border and been captured by the Mexican bandit chief. Similarly, The Taint of Fear (1916, Universal) governs the moral rehabilitation of a dispirited Anglo. Young Bob suffers because he has had the spirit beaten out of him by his cruel father. He joins the National Guard is sent to the border to capture Lopes, the bandit leader. Now finding himself in the Mexican desert, at first he seems too much for the spiritless coward. But when he realizes that his company is threatened by annihilation, he rediscovers his manhood and although mortally wounded, the new found hero rides for rescue. The last scene shows his ghost appearing before his griefstricken parents and his father too late lamenting his brutality.
(2) A plot line that often had Anglo heroes fall in love with "local" or "native" women (to this day simply called senoritas with no further refinement of their identity seemingly needed) or which had Anglo heroines defeat local evildoers.
(3) A plot that depicted the evildoers as members of outcast, lowstatus, non-Anglo groups such as Mexicans, halfbreeds, and Indians.
Sex and romance were the first elements that were cultivated by Hollywood, very quickly followed by violence, either in the form of banditry or as a result of the Mexican Revolution of 1910.
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The two fundamental components of the Hollywood formula for making border films were wish-fulfillment and Americanism. Often the earlier dime novels and later the films combined both notions-nationalism and hedonism-at the deleterious expense of out-groups. However, both the fiction factories and the filmic ones brought new and liberating elements, particularly for white women.
White Women versus Brown and Red Men
Generally, the American post-Civil War popular novel reflected and reinforced the emancipation of women by contributing to the decline of the domestic novel and its ideology and introducing fictions depicting female professionals such as sleuths, Western heroines such as Calamity Jane, and working women. Similarly, while negative racial and ethnic stereotypes abounded in film, the medium also greatly expanded the emancipation of women, and even, to a small extent, of out-groups.
The most interesting dimension of early silent border films is the emergence of courageous white women who foil the evildoers. It is reasonably well documented (see Musser; see also Peiss) that early cinema fundamentally and permanently gave white women and even children a measure of freedom from the kinds of strictures that characterized pre-cinematic entertainment. Of course, the liberating effects did not extend to the outcast groups. Those beyond the European pale were marginal. Blacks, non-European Hispanics (Mexicans, etc.), Asians, and Native Americans were usually not depicted positively and usually not even welcomed into the movie theater. So much the case for Blacks that they began to operate their own movie theaters.
In contrast to Victorian and Edwardian restrictions on women's activities, the opening of movie theaters around the country and the mass attendance on the part of both males and females, either singly or as couples (married or unmarried), represented a new form of freedom for American women (Peiss 152 The emergence of strong women characters who were successful in unfamiliar roles and who imposed themselves over their enemies, in part reflected the expectations of female customers in the movie theater and the fact that women were a critical element in the filmmaker's and film exhibitor's perceived financial success of their product. Naturally, film as well as all story forms depend on conflict. The foils against which the early film White heroines imposed themselves were usually ethnic out-groups including Indians, Mexicans, and halfbreeds in border movies. The courageous White women depicted in these films successfully defend themselves against thieves and other evildoers, win a man's hand in marriage despite great obstacles, nurse a savage back to health, take on the role of sleuth, and bring a murderer to justice, working productively with posses as the case may be. They also participate in illegal activities such as smuggling and rustling, albeit as kinder, gentler, and more considerate outlaws. The Arizona Cat Claw (1919, World Film Corp.) depicts Blossom Ruggles, the fiercely independent daughter of an Arizona cattleman and "one tough woman" who is accosted by a Mexican bandit while she is riding alone on the range. She overpowers him and delivers him to a neighboring rancher and his cowboys who do the "right thing," throwing the bandit off a cliff.
We do occasionally see films where white women collaborate with minorities as well, either to vanquish yet other minorities (e.g., a white female and Indian female against another Indian and a Mexican) or to confront a white male. For example, in The Red Girl (1908, Biograph) , an American Indian woman and a white "girl miner," Kate Nelson, boldly and courageously foil a "Mexican Jezebel" and her American Indian half-breed partner. (Quotes are from contemporaneous advertising.)
8 Studies in 20th & 21st Century Literature, Vol. 25, Iss. 1 [2001] (1925, Pathe) provides the opportunity for a cantina girl to make a "real man" out of an Anglo. A "sissy" who has been raised by his mother in an unmanly fashion while the father runs for political office is sent to the border area by the father's friend, who has offered to make a true man out of him. Introduced to "demon rum" and heavy drinking ( [1987] ). The heroes of these films are not Hispanic drug kingpins, but "little guys" who are confronted by the Anglo mafia that controls the border or the "migra" and other, often corrupt border control officials. The Mexicans survive by their wits, and usually return, after a spell, to Mexico, wiser and more worldly about the ways of, to use Jose Marti's phrase, "the Colossus of the North." While most of these films are filled with negative stereo- Die (1986, Tri-Star Pictures, director Hal Ashby, script cowritten by Oliver Stone).
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Studies in 20th & 21st Century Literature, Vol. 25, Iss. 1 [2001] Noriega has suggested that from the very first introduction of U.S. Latinos into the film and television industry, the situation that those individuals faced taught them a most crucial lesson, namely "how to subvert the discursive parameters for mass media so that Chicano filmmakers could work within and yet against the industry and its conventions" (142 The innovative use of mise-en-scene and of montage. Noriega has made a valuable analysis of Chicano filmic techniques, noting that the mise-en-scene of Chicano cinema involves for the first time a screen space "filled not just with Chicano 'images' but with the aural and visual texture of our culture: the music, languages, home altars, food preparation, neighborhoods." Similarly, Chicano montage has often served to temporally extend the mise-en-scene. For example, numerous Chicano documentaries "begin with a montage sequence that outlines the history of the Chicano experience, starting at some point between the Conquest and the Mexican Revolution, and leads up to the particular moment to be documented.
These films acknowledge the de facto horizon of expectations for films about Chicanos and attempt to resituate the text-but not without a sense of irony. (Noriega, "Café Ora le" 176) Thus, Chicano/Latino feature films have contrasted greatly with contemporaneous films about Chicanos made by Hollywood directors and producers, even as they have shared themes or situations related to the U.S.-Mexico border. In sum, the salient characteristics of Chicano films, not usually seen in Hollywood products, have been a meticulous attention to the actual cultural and social conditions of Chicano life, the use of Spanish to produce a bilingual film with considerable switching between languages, the recuperation of Chicano history (in period pieces), close attention to the political dimensions of the topics that are cultivated on screen, commitment to dealing with issues above considerations of box office, and a willingness to employ considerable numbers of Hispanic actors and Hispanic production people. Chicano pictures feature plots that may or may not appeal to a mainstream audience but are definitely designed for Chicano filmgoers. They feature Hispanic actors in genuine situations, usually filmed on location in authentic settings, and speaking or singing in a natural, often bilingual environment.
Bibliographical Note
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